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j 0 S E F ALBERS 
IN BLACK AND WHITE 
AN OVERVIEW 
To design is 
to plan and organize, 
to order, to relate 
and to control 
In short it embraces 
all means opposing 
disorder and accident 
Therefore it signifies 
a human need 
and qualifies man's 
thinking and doing 
-Josef Albers 
This exhibition focuses on one aspect of Josef Albers's career: his work in black, white, and gray. By concentrating on this select group of drawings, prints, photographs, engraved 
vinylites, and paintings, we can survey, in a single space, his work from the early drawings 
(191 Os) to the late prints (1970s). This installation affords viewers the opportunity to examine 
Albers's developments in design apart from his well-chronicled experiments with the interac-
tions of color. What becomes clear is that, with the key exception of his conversion to abstraction 
at the Bauhaus in the very early 1920s, Albers remained largely immune to changing currents in 
the art world. For more than fifty years he remained steadfast to the vision for art that he had 
developed in the charged intellectual climate of the Weimar Republic.' 
Throughout his life, Albers allowed only one of the pervasive social forces defining the 
twentieth century to have a direct impact on his art-a very modern embrace of industriali-
zation (including the rationalization of production and the technological innovations that 
made it possible). There is no trace of the horrors of World War I in his drawings of that period, 
no reflection of the expressive abandon associated with the "Golden Twenties," no protest to the 
harassment he and his fellow Bauhausler suffered during the rise of the Nazi party, no signs of 
deprivation despite his move to a severely impoverished section of the United States at the 
height of the Depression, nothing about World War II, no postatomic malaise, and no indica-
tion of the social unrest rampant in New Haven in the 1960s (though he was by then quite far 
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along in years).' Through all of this, the chief characteristic that makes Albers's work so distinctly 
of his time is his acceptance of industrial manufacture as a paradigm for his art production. He 
referred to his artistic activity as construction and used the scientific method of carefully docu-
mented experiments in the process of making his images. Industrial engineers used the rational-
ization of production as a means to improve the efficiency of their factories; Albers likewise 
rationalized his art-making enterprise, achieving, to paraP.hrase the artist, maximal ends with 
minimal means.' 
Albers nurtured a seeming paradox: His art regularly suggested mechanical precision, 
yet on close inspection showed obvious signs of having been handcrafted. The lines in his draw-
ings, perfect in overall geometry, reveal the slight trembling of the draftsman's hand; paint, 
applied in seemingly flawless applications, betrays the meticulous gesture of Albers's painstak-
ing palette-knife technique; prints often display uneven inking or the irregularity of the wood-
block's grain; and he even assembled many of his photographs into collages. These alterations 
and slight imperfections reveal Albers's hand in the creation of the objects. But .all modes of 
production include signature characteristics inherent in their technique, even the most tech-
nologically advanced. The machine-engraved vinylites bear the marks of the spinning drill, for 
example, and the late stainless-steel sculptures retain evidence of welding at their joints. It 
was the material's visual potential that mattered to Albers. Technology, whether a pencil or the 
elaborate manufacturing plant required to produce photosensitive glass, was embraced to the 
extent that it furthered his design. According to Albers, order and the desire for absolute control 
were the defining attributes of "man's thinking and doing," even when the means of production 
were largely mechanical.• The paradox evaporates when we understand that for Albers the 
precision of his art and the clarity of his conception-the rationalization of his production-
were reflections of humanity. 
The narrative of Albers's life (1888-1976) finds definition largely by the educational insti-
tutions with which he was affiliated.' As a young man in his twenties, he learned traditional ren-
dering, then already influenced by French and German modernism, at a series of state-sponsored 
art schools. Until about 1920, Albers worked diligently in a representational style that reflected 
an awareness of Cezanne. He taught in his hometown of Bottrop for five years before taking 
a two-year leave (1913-15) to study at the Royal School of Art in Berlin. While there, he was 
exposed to the vanguard European art on view in the city's leading galleries and to teachings 
based on Picasso's and Braque's experiments with cubism and collage. In his drawings of the late 
teens, he displayed a tendency toward the restraint of French modern art rather than the exu-
berance of artists associated with the German expressionist groups Die Brucke and Der 8/aue 
Reiter. Albers's drawings reflect a concern for the most effective evocation of the subject with the 
least means. After three more years of teaching in Bottrop, Albers again took a leave to study art, 
this time with Franz von Stuck at the Art Academy in Munich. In all of Albers's extant early 
drawings, his use of line is reserved and disciplined (Plates 1-8). Perhaps their most impressive 
characteristic is their stunning formal austerity. 6 
Albers was thirty-two when he began his studies at the B~uhaus in Weimar. "Alii knew of 
the Bauhaus," he recalled much later, "was derived from a single sheet, the first manifesto, with 
one side giving Gropius's new program for reuniting the arts and crafts and the other side show-
ing Feininger's woodcut, The Cathedral." ' At the Bauhaus, Albers participated as a student in 
Johannes ltten's preliminary course. In 1923-at the end of ltten's tenure and at the beginning of 
Laszlo Moholy-Nagy's-Aibers was asked to teach an adjunct class in materials and was given 
control of a glass workshop. At this point, much of his work took the form of abstractions in glass 
that revealed his uncanny sense of color. By the time the school had moved to its new loca-
tion in Dessau, in 1925, Albers had become a "junior master"-that is, a full-time member of the 
faculty-largely by virtue of his innovative work in glass.• During these years, Albers was active 
also in furniture design, typography, industrial design, and architectural rendering. These were 
his crucible years-the years that shaped his artistic vision and instilled in him an appreciation 
for the potential of mechanical means to extend and enrich human endeavors. 
When Moholy-Nagy left the Bauhaus in 1928, Albers assumed full responsibility for the 
preliminary course originally taught by ltten-a position Albers maintained through the last 
turbulent years of the school's operations in Germany. His description of this famous course, as 
he conceived it, reveals much about his approach to art in general. 
Basic design is a study of materials, not a study of design principles. The students 
learn to think from the material, so to speak ... this should lead to inventions and 
discoveries ... I came to the conclusion that the broadest starting point for form 
studies of the most diverse kind rests in the material .. . imagination and handling 
of the material also directly provoke and inspire the creation of new forms .... The 
standard applied to our experiments was similar to that applied to engineers, 
(i.e., the ratio of invested effort and achievements), so that we soon arrived at the 
motto, Attain more with less." 
Albers's own work of the late 1920s testifies to his concentration on materials and the different 
possibilities each offered. He continued to work in glass, but engaged a variety of new tech-
niques. His earliest pieces involved relatively traditional construction, essentially assembling dis-
tinct units of colored glass. His mature work involved the layering of different pigments on the 
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glass and sandblasting away others. He also branched out into new media during his later 
Bauhaus years, especially woodblock and linoleum prints and the making of photographs 
(Plates 1 0-19)-a subject that is discussed in Karen Haas's essay in this catalogue. 
Albers was still dedicated to teaching the preliminary course in 1932 when the school 
moved to Berlin in a desperate attempt to continue functioning in the face of oppressive 
National Socialist opposition.'0 The Berlin Bauhaus closed !n July 1933, and Albers, along with his 
wife Anni, emigrated to the United States in November of that year." Albers had acquaintances 
in New York and others in New England-Brenda Danilowitz's essay in this catalogue chronicles 
Albers's contacts in the region-and through these connections, an offer of work reached him 
before he left Germany. He accepted a job at Black Mountain College in North Carolina, and there 
he introduced the teaching practices he had established in Dessau. During this period, his work 
shows that the move to the United States mattered little to the art he produced. In Germany he 
had begun a series of gouaches based on the treble clef that he completed in the United States 
(between 1932 and 1935); yet there are no discernible differences among them. Likewise, the 
prints created during the period of transition between the Bauhaus and Black Mountain College 
show a remarkably consistent vision on Albers's part (Plates 20-21 ). 
During his years in North Carolina, Albers continued to work in other media (Plates 22-25), 
but became especially interested in a variety of approaches to printmaking (Plates 27 and 32-34). 
As Danilowitz explains, Albers's shift from "the direct acts of painting and drawing to the serial 
stages of printmaking" was made possible by his "firm belief that craftsmanly patience and tech-
nical mastery are intrinsic to the artistic process, and a willingness to explore mechanical means 
of production and new technologies." " One of his most ambitious projects was the Graphic 
Tectonic print series that he produced with a zinc-lithography process (Plate 31 ). At this point in 
his life he was traveling often, and these prints owe much to the forms and patterns he admired 
in indigenous Latin American art and architecture (including that found in the southwestern 
United States, see also Plates 35-36). Zinc-lithos, as he referred to them, had very clean, evenly 
modulated lines and a crisp delineation between black and white. He explained his new work 
in a 1945 interview that reveals his continuing faith in mechanical means and his awareness of 
the controversy surrounding this belief. "These abstract compositions are," Albers explained, "as 
the term tectonic defines, constructed. They are built with elements which are produced prefer-
ably by mechanical means and which are combined in an emphasized mechanical order."" 
Albers understood that traditional graphic art was based on subtle modulations in the lines 
that suggested volume, depth, and spatial relationships. He anticipated dissent from his embrace 
of "mechanical means" and took the time to thoroughly explain the point of view represented 
by his Graphic Tectonic prints: 
Variant: Black and Gray, 
ca. 1948-55, oil on 
masonite, collection 
of the Josef and Anni 
Albers Foundation 
These results promote anew ruler and drafting pen as proper means for graphic 
expression. They prove it unjustified to evaluate and reject lines without modu-
lation as an unartistic means for graphic art. In this way they oppose a belief 
that "hand-made" is better than machine or tool made; or that construction is 
anti-graphic. Each way has its possibilities, and more emphatically in this time 
of industrial evolution." 
The artist was certainly aware of the many social changes affecting life in the twentieth century; 
but even in 1945, at the height of the conflagrations in Europe and the Pacific, he emphasizes 
"this time of industrial evolution" as though it remained the only important extrinsic character-
istic to consider-at least in the context of his art. 
Albers also began turning more regularly to painting while in North Carolina, and many of 
his ideas regarding color, hue, and tone relationships appear in these oils. In the stunning series 
that includes Bent Black (A), Bent Black (B) (both 1940), and Bent Dark Gray (1943), the paintings 
result from a formula developed by the artist, in which the white, black, and various shades of 
gray each occupy exactly the same area of the painting (within one-half of a centimeter squared) 
(Plates 28-30)." These three works explore a variety of possibilities within a limited range of 
variables. According to Albers scholar Nicholas Fox Weber, the artist did not want the focus 
of these paintings to be on the formula, but on the "harmony" of "the end results."'6 Albers was 
fascinated by the responses of viewers who each perceived in them different proportions of gray, 
white, and black. His work with this series, and later on the Variants, led him to begin the group 
of paintings for which he is still best known, the Homage to the Square. 
Internal disagreements among the 
faculty of Black Mountain College made 
work there untenable for both Josef and 
Anni (who was teaching as well), and they 
resigned in 1949." During the next year 
Albers was a visiting professor in Cincinnati, 
New York, Cambridge, and finally New 
Haven, where Yale University offered him a 
permanent position as chairman of the 
Department of Design. The projects that he 
began during this time, especially the Homage to the Square and the Structural Constellation 
series (Plates 37-38), held Albers's attention for decades. Long after he had retired from teaching 
s 
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in 1959-60, Albers continued to experiment with these two basic constructs that he had devised 
around the time he began his final teaching post. The Homages to the Square were both painted 
and printed, but the Structural Constellations appeared in the form of drawings, engraved 
vinylites, in various print series, and, later, in the work that had begun so many decades earlier 
at the Bauhaus: his designs for art incorporated into architecture. 
Retirement allowed Albers the time to pursue further his ideas for art as an integral part of 
architecture, which he had worked on only intermittently since coming to the United States. He 
had, through his long-standing friendship with Walter Gropius, designed a number of walls con-
structed with alternating bricks and voids. As Neal Benezra has argued convincingly, the scope 
and ambition of Albers's architectural projects increased dramatically toward the end of his 
career, making these projects the grand summation of his ideas regarding design.'" He returned 
to the sandblasted glass technique of his Bauhaus years in some of his late murals, and he used 
anodized aluminum, stainless steel, granite, bricks, concrete, and other construction materials 
for designs that were part architecture and part sculpture. These works were the culmination of 
Albers's career based on the Bauhaus ideal of art and industry joined in productive harmony. II 
1. Weimar Republic here refers both to the actual 
city in which the Bauhaus was founded and 
the greater social, cultural, and political period 
of Germany during the 1920s, when the seat 
of government was centered in Weimar. The 
period included an unprecedented level of 
activity in the arts, literature, theater, music, 
and dance. It was also an era of strong con-
trasts, in which the Bauhaus ideals of art and 
industry-joined toward the creation of a 
better world- thrived simultaneously with 
the more self-indulgent expressionism then 
widely thought to characterize progressive 
German art. See John Willet, Art and Politics 
in the Weimar Period: The New Sobriety, 
797 7-7933 (New York: Pantheon, 1978); and 
Peter Gay, Weimar Culture: The Insider as 
Outsider (New York: Harper Torch books, 1970). 
As the German art historian Brigitte Lohkamp 
-John R. Stomberg 
writes, "The history of the Bauhaus is closely 
connected with that of the Weimar Republic. 
It begins symbolically in the city that gave 
its name to the first German republic and 
ends with accession to power of the National 
Socialists" (my translation). Brigitte Lohkamp, 
"Malerei," in Erich Steingraber et al., Deutsche 
Kunstder 20er und 30er Jahre (Munich: Verlag F. 
Bruckmann, 1979), 157. 
2. Though somewhat misleading in its specifics, 
Golden Twenties remains a common epithet 
for the 1920s, especially in Germany. See Barbel 
Schrader and Jurgen Schebera, The "Golden" 
Twenties: Art and Literature in the Weimar 
Republic (New Haven: Yale University Press, 
1988). Albers scholar Kelly Feeney also notes 
the surprising absence of references to current 
events in the work, commenting that "Albers 
did not refer to the war in his artwork, even 
when it was bloodiest and least popular, from 
around 1916 to 1918." Kelly Feeney, Josef Albers: 
Works on Paper (Alexandria, Va.: Art Services 
International, 1991 ), 23. 
3. Rationalization was a widely discussed subject 
in Germany in the 1920s. Originally applied 
to economic theory, the concept was applied 
to other disciplines. The chief characteristics 
of rationalization included scientific method 
applied to production, standardization of mate-
rials and products to encourage infinite repro-
ducibility, and improvements in distribution. 
For a review of the theory and a discussion 
of its roots in German scholarship of the 
1920s, see Robert A. Brady, "The Meaning of 
Rationalization: An Analysis of the Literature," 
Quarterly Journal of Economics 46 (May 1932): 
526-40. 
4. Josef Albers, "To Design," in Eugen Gomringer, 
Josef Albers (New York: George Wittenborn, 
1968), 171 . Emphasis mine. 
5. Throughout this essay I have relied on two 
chronologies. See Nicholas Fox Weber et al., 
Josef Albers: A Retrospective (New York: Solomon 
R. Guggenheim Museum, 1988), 287-92; and 
Gomringer, 186-88. 
6. It must be noted that when Albers began his 
studies at the fledgling Bauhaus in 1920, he 
set about, in his own words, "destroying most 
of my academic studies .. .. " It seems logical that 
the drawings and prints he selected for survival 
were those that fit into his new vision for his 
career based on what he saw at the Bauhaus. 
Albers, quoted in Gomringer, 27.1ndeed, toward 
the end of his career, he told the painter Neil 
Welliver, a former student, that when he got to 
the Bauhaus, "[I] threw all my old things out the 
window, started once more from the bottom. 
That was the best step I made in my life." Albers, 
quoted in Neil Welliver, "Albers on Albers," 
Art News 64 (January 1966): 48. 
7. Albers, quoted in Gomringer, 27. 
8. Hans Wingler, The Bauhaus: Weimar, Dessau, 
Berlin, Chicago (Cambridge, Mass.: MIT Press, 
1969),422. 
9. Albers, quoted in Leif Sjoberg, "Josef Albers: 
Some Reminiscences and an Unpublished 
Interview," The Structurist 31/32 (1991-92): 55. 
10. As Wingler explains, the Nazi press derided the 
school as a '"breeding ground of Bolshevism,"' 
and the party managed to close first the Dessau 
operation, late in 1932, and then its later incar-
nation in an abandoned factory in Berlin, in 
1933. Wingler, 1969, 11 . 
11. Nicholas Fox Weber, Josef Albers: His Art and His 
Influence (Montclair, N.J.: Montclair Art Museum, 
1981), 14. 
12. Brenda Danilowitz, "Josef Albers at Marfa," in 
Donald Judd eta I., Josef Albers (Ki:iln: Distel 
Verlag, 1991 ), 32. 
13. Albers, quoted in Ray Nash, "Josef Albers," 
Print 3 (Fall 1945): 9. 
14. Ibid. 
15. Weber, "The Artist as Alchemist," in Josef Albers: 
A Retrospective, 34. 
16. Ibid. 
17. Ibid. 
18. Neal Benezra, "New Challenges Beyond the 
Studio: The Murals and Sculpture of Josef 
Albers," in Josef Albers: A Retrospective, 64-79. 
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MORE THAN MEETS 
THE EYE j 0 S E F ALBERS 
AND PHOTOGRAPHY 
The photographer does not betray his personality as much by 
craftsmanship as by the intensity of his vision. 
-Josef Albers, 1943 
Most people know Josef Albers as the creator of the Homage to the Square paintings and master of the interaction of colors; yet, throughout his career, Albers also regularly 
returned to the most minimal of palettes- black, white, and gray.' Of all his experiments 
with black-and-white media- the early drawings, the photographs, the prints, the vinylite pieces, 
and even some of the later paintings-his photographs are certainly the least well known. 
Discovered in a storage room only after his death in 1976, the artist's hundreds of small-format 
photographs were only rarely shown to others during his lifetime and almost never exhibited 
publicly.' Albers was most actively making photographs between 1928 and the early 1930s, but 
a number of them also date from the later 1930s and '40s, during his tenure at Black Mountain 
College and his travels with his wife Anni, particularly in Mexico and South America. Their sub-
jects range from documentation of his students' work at the Bauhaus, to portraits of friends and 
family, to landscapes and stilllifes. The majority are individual prints, but many of the most strik-
ing are juxtaposed and mounted on cardboard, some enlarged and some in the form of 35 mm 
contact prints.' 
At first viewing, Albers's photographs stand out as very different from his other work. 
Rather than striving for the universal and timeless, his photography is often very personal and 
of-the-moment. Yet for an artist like Albers, not wishing to show signs of the maker's hand, pho-
tography was in many ways an ideal medium. Never especially concerned with darkroom tech-
niques or creating fine prints, Albers thought of photography as a way to hone one's perceptions 
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and visual acuity. He admired the illusory aspects of the medium- its exaggerated contrasts of 
dark and light; its artificial flatness and tendency toward abstraction (when three-dimensional 
forms were translated into two); and the formal distortions that occurred at different focal 
lengths and with different lenses.• Albers claimed that "the origin of art could be found in the 
discrepancy between physical fact and psychic effect," and his photographs perfectly exemplify 
this premise.' 
By the time Albers enrolled as a student at the Bauhaus in 1920, many of his contempo-
raries were discovering daring new ways of making and looking at photographs, challenging the 
limits of human vision with the expressive potential of the camera eye. The recently invented 
small hand-held cameras gave photographers a newfound freedom from the tripod, and inno-
vations in avant-garde films also inspired them to experiment with unusual perspectives, 
extreme close-ups, and radically fragmented forms.• Photography played an increasingly impor-
tant role in the German popular press and advertising of the inter-war years and rapidly came to 
be thought of as the medium best suited to capture the dynamism of the new industrial age. 
By 1928, when Albers first took up the Leica, his Bauhaus colleague Laszlo Moholy-Nagy had 
already predicted the demise of painting and proclaimed photography and film the media of 
the future.' Moholy-Nagy believed that the creation of visually challenging photographs would 
ultimately lead to new ways of seeing and that this "New Vision," or neue Optik, could open new 
avenues of communication in a modern society.• Publications such as his influential Malerei, 
Photographie, Film (1925) gave the medium a new legitimacy within the Bauhaus and beyond, 
even though Moholy never formally taught photography and it remained in many ways the least 
"official" practice at the school. 
In fact, photography was not offered as a separate course at the Bauhaus until 1929, with 
the hiring of Walter Peterhans. Before the arrival of Peterhans, whose classes were more practical 
and technically oriented, Moholy-Nagy is credited with the greatest influence on photography 
at the school-more for his theoretical writings than his actual teaching. Albers's involvement 
with the medium, on the other hand, rarely receives comment. He was an artist who was never 
put off by the challenges of experimenting with new materials and who seems to have thought 
of the camera as simply another tool to explore and master. Unlike Moholy-Nagy, Albers believed 
that photography should be classified among the handicrafts, albeit a "child among the crafts," 
rather than as a technology! For him the Bauhaus notion of Werklehre (simply, learning by doing, 
or as he put it, "insight through experience") should include photography.'0 Although accounts 
differ as to how much or how little he employed it in the Vorkurs (preliminary class), he apparently 
used both photography and photomontage as pedagogical tools during his Bauhaus tenure." 
The six-month-long Vorku rs was led by Moholy-Nagy from 1923 until1928, first in Weimar 
and then in the school's new home in Dessau. The expressed goal of the preliminary class was to 
help students rid themselves of what Moholy called the "sterile hoard of textbook information" 
that most brought with them to the program." During those. years, Albers, having advanced 
from apprentice to master, was asked to teach the "materials" part of the course, eventually 
taking over the entire introductory class when Moholy himself left in early 1928.13 Soon after his 
departure, Anni and Josef moved into the house that Moholy and his photographer wife Lucia 
had occupied, which was equipped with a darkroom-still a relative rarity at the school. In fact, 
most of the amateur photographers there seem to have made do with converted bathrooms 
and jerry-rigged enlargers, which explains in part the modest size of so many Bauhaus photo-
graphs. Finding himself, for the first time in his life, with a darkroom of his own, may have inspired 
Albers to delve more deeply into photography; on other occasions when he was without one, he 
was apparently just as content to have his work commercially printed.14 
Not long after the Alberses' move into the Master's House, T. Lux Feininger, son of Lyonel 
Feininger and a Bauhaus student himself, remembered teaching Albers how to operate his new 
Leica, the small 35 mm camera that he used throughout his career. Years later, Feininger wrote: 
To the best of my recollection, Albers took up photography in the late '20s .... 
I recall that in the first days of his owning a camera, he consulted me (although 
I was considerably younger than he) about the basics of exposure time vs. aper-
ture, etc. We were house-neighbors in one of the two-family houses built for the 
Bauhaus faculty by the City of Dessau .... Albers and I met on the common flat 
roof of the two studios to exchange notes on photography, and it was there that 
he took a series of portrait shots of my father. 15 
Albers was by this time already forty years old and Lux Feininger just a teenager, but this 
exchange is not so surprising; Albers invariably tried to minimize any distinction between 
master and pupil and was always open to learning from his students.'6 
Photography in the preliminary course was initially undertaken as a way to document the 
work produced by his students-at first, by the students themselves, such as Erich Consemuller, 
who recorded Vorkurs projects as early as the mid-'20s, and after 1928, often by Albers himself." 
Eventually, objects were actually fabricated for the purpose of being photographed, for repro-
duction in the Bauhausbucher (book) series and the Bauhaus quarterly journal, for the purpose of 
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FIGURE 1 
Erich Consemuller, 
Vorkurs paper projects, 
ca. 1927, courtesy of 
the Josef and Anni 
Albers Foundation 
exhibition, and as teaching tools in the practical studies 
program.'" Drawings came to be thought of as no longer 
adequate illustrations of workshop productions and 
designs, and were gradually replaced with photographs in 
the school's educational and publicity materials. For exam-
ple, several of the in~ricate cut- and folded-paper pieces 
created by Albers's students were reproduced in Moholy's 
Von Material zu Architektur (1929), a Bauhaus publication 
that set out to describe the goals of the Vorkurs program. 
These boldly graphic images bear a fascinating resemblance to several of Albers's own photo-
graphs of the same period, including one of rippled sand on the beach at Biarritz and another of 
the herringbone pattern of ski tracks in new-fallen snow, in which natural subjects were pho-
tographed in order to capture a variety of surfaces and textures. 
The lack of consensus regarding Albers's use of photography in the classroom is surprising. 
In fact, Lux Feininger claims that unlike Moholy, Albers did not employ photography at all in the 
Vorkurs program.'9 Werner Feist, one of Albers's students, however, recalls him instructing his pre-
liminary class in how to make cameraless photograms;' 0 photomontages by others, including 
Hans Kessler, attest to assignments involving the incorporation of typography and "found" pho-
tographs from printed sources, such as newspapers and magazines." Albers's teaching of both 
these techniques is of particular interest because no photog rams or mixed media collages by him 
survive. Perhaps even more telling of the exercises he assigned his students are a series of images 
taken by Moshe Raviv-Vorobeichic in the early 1930s, a short time after studying with Albers. This 
group of more than one hundred paired photographs, which the young Lithuanian artist planned 
to publish in Paris under the title Ci-Contre (meaning "opposite" or literally, "on the facing page" ), 
are clearly indebted to a number of images by his Bauhaus master." In fact, one of Raviv-
Vorobeichic's double photographs, entitled Order-chaos, looks as if its left-hand image could have 
been made in the same Dessau train yard as Albers's End of Winter (1931 ). 
Albers was fascinated by the interaction and mutability of images placed side by side, 
whether black-and-white photographs like these or the richly colored geometric forms he 
favored later in his career. In a 1928 lecture, "Creative Education," he argued that "adding two 
elements must result in more than just the sum of those elements. The result must also yield 
at least one relationship."" Raviv-Vorobeichic's juxtaposition of opposing forms- on the one 
FIGURE 2 
Sand, Biarritz, ca. 1929, 
gelatin silver print, 
collection of the 
Josef and Anni 
Albers Foundation 
hand, the dark tangle of coiled wire (chaos) and, on the other, the gentle curves of the light-
struck rail lines (order)-has all the characteristics of one of Albers's Vorkurs assignments. In 
fact, in the Bauhaus quarterly magazine that same year, Albers wrote that 
systematic arrangement of material juxtapositions in rising or falling gradation 
between two poles produces sensitivity to the finest differences of degree and 
the gentlest of transitions. (keyboard scales from hard to soft, smooth to rough, 
warm to cold or firm-edged to amorphous, polished-smooth to sticky-sucking, 
optical material scales, e.g. tight-open-meshed, transparent-translucent-
opaque, clear-cloudy-dense.)24 
His lifelong interest in this kind of serial study of "optical material scales" was, Albers claimed, very 
different than the "idea of 'heaping' proposed by Moholy."" His concern was with the interaction 
of adjacent or contiguous images, rather than the overlapping and combining of forms that 
Moholy practiced in his photograms and multiple-exposure photographs. 
Moholy, of course, also experimented with paired photo-
graphs that were meant as studies in contrasts, perhaps the best 
known being the negative-positive double portrait of his wife, 
Lucia, that was published in Franz Roh's book, Lasz/6 Moholy-
Nagy: 60 Fotos (1930). Albers, on the other hand, seems to have 
sought out these dramatic inversions of light and dark as they 
appeared in nature, rather than as they could be manipulated 
in the darkroom." An example of this can be seen in his haunt-
ingly beautiful double image In Front of My Window, ca. 1931 . In 
the left-hand photograph, the dark, leafless trees and fence in his 
Dessau yard are set off against the white of the snow-covered 
ground; the right-hand image, which looks as though it should 
be a negative or solarized print, depicts a slight variation of the 
same view, only this time with frost coating the trees, causing 
them to shimmer against the dark ground. Another paired photograph, Road in Paznauntal, 
taken in the North Tyrol in 1930, portrays a similar "natural" inversion of dark and light. In this 
case, sunlight strikes the wooden slats of a country fence on one side of the road, and the other 
side lies in shade. Just as he did in many of his black-, white-, and gray-glass pieces made during 
this same period, Albers delighted in the visual tricks that such pairings could produce; here, for 
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example, the black shadows of the fence falling across the narrow road appear more substantial 
than the fence itself. 
Albers used photography to test many of his hypotheses regarding the variability of visual 
perception nearly a decade before he did so in paint. Years later, while teaching at Black Mountain 
College, Albers evidently liked to pose the question to his students as to whether a zebra was 
a black animal with white stripes or a white animal with black stripes.'" This is just the sort of 
cognitive/perceptual problem that he continually set for himself and others, and to which 
photomontage was so well suited. Albers was never so interested in what he was photograph-
ing, as he was in learning how a camera "sees" and how to capitalize on those aspects of the 
medium that make it so inherently deceptive.'9 ln a lecture delivered in 1943 (his only formal pre-
sentation on the topic of photography), Albers claimed the statement "that 'a photo never lies' is 
a lie," and apparently used examples of his own work to prove his point.30 An image such as 
his Hotel Staircase, Geneva (1929) is a perfect illustration of this type of visual challenge to our 
senses. Employing two unmanipulated photographs of stairs, with one image mounted upside 
down and the other right side up, Albers has created a puzzle of sorts, as one is tempted to read 
the graphic zigzag forms of the steps as both ascending and descending, when, in fact, seen in 
their proper orientation, both look down the hotel's staircase. This photomontage also relates to 
one of Albers's black-and-white glass pieces simply titled Steps, made just two years later, as well 
as many of the artist's woodcut prints of the mid- to late-'30s, which feature pairs of similarly 
opposed shapes in black and white. 
Suzanne Pastor argues that it is inaccurate to describe Bauhaus photography as having a 
single style or definable look, yet Albers's unmounted prints, when studied individually, do not 
seem very different than much of the work produced by his students and colleagues at the 
school." In some instances, his photographs have even been attributed to others; for example, 
a cropped image of three female mannequins was mistakenly ascribed to his friend and fellow 
Bauhausler Otto Umbehr (better known as Umbo), who often favored such surrealist-inspired 
subjects.32 But when Albers combined his loose photographs and contact prints in order to 
create collages, they became something quite different and new; John Szarkowski, in fact, pro-
fessed that he knew of "no clear precedent" for them.33 Ernst Kallai, another of Albers's Bauhaus 
colleagues, wrote a controversial article, Malerei und Fotografie (1927), in which he argued that 
photography could never rival painting because of its "neutrality" and lack of facture, and that 
only through montage (which he called a "hybrid" of the two) could photography begin to equal 
the depth and interest of painting.34 Albers, on the other hand, claimed that photography's lack 
FIGURE 3 
Berlin Sidewalk, n.d., 
photocollage on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
of facture was actually a benefit, because it meant that there was nothing to distract the viewer 
from a direct experience of the artist's vision.35 
Unlike the Klebebilder (pasted photographs) of German dada artists such as John Heartfield 
and Hannah Hoch, Albers's photomontages never had a political agenda, nor were they meant for 
anything but the most personal uses. He also never seems to have employed anything except his 
own photographs in these compositions, yet they speak to a modern sensibility with their care-
fully orchestrated placement on the plain cardboard supports, the grid-like patterns formed by 
the contact prints lined up in rows, and the kaleidoscopic jumps of scale and tone from large to 
small and dark to light. For Albers, the truly creative aspect of photography was selecting, com-
bining, and sequencing pictures, rather than creating a single perfect image or pristine print. 
Much of the contemporary New Vision photography was characterized by strangely tilting 
views, dramatic close-ups, stark contrasts of light and dark, and defamiliarizing effects created by 
alternative processes such as solarization and multiple expo-
sure. The alchemy of the darkroom seems to have held little 
interest for Albers, but a number of his early photographs do 
adopt these devices and show that even he was not immune 
to the appeal of vertiginous, dizzying views and dramatically 
cropped figures. His undated Berlin Sidewalk photograph is 
reminiscent of Umbo's well-known Mystery of the Street series 
(1928), although in Albers's photograph the shadows of a 
woman walking and holding the hand of a child are all one 
sees. Berlin Sidewalk was taken at a more oblique angle than 
Umbo's images, and its long, dark shadows fill the frame and 
become eerie surrogates for the figures who have just stepped 
out of the scene.36 
Unlike many of his contemporaries, Albers did not often 
photograph urban and industrial subjects, nearly always pre-
ferring to make images of people and the natural world. In 
1929, however, he did create a striking collage of two photo-
graphs of the Eiffel Tower-one, showing the elegant curve of 
the tower's base and its lacy shadows falling across the ground 
below, and the other, an even steeper view down through the 
center of the structure focusing on the sinuous lines of its 
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spiral staircase. Although by no means a contemporary building, having been erected in 1889, the 
Eiffel Tower, with its skeletal form, was a requisite subject for New Vision photographers; Moholy 
explained its iconic stature for artists when he characterized the structure as a cross between 
architecture and sculpture.37 Albers would also certainly have been aware of Moholy's related 
views taken from the Berlin Radio Tower (ca. 1928), as well as Germaine Krull's portfolio of photo-
graphs, Metal (1928), which featured dramatically angled.images of the Eiffel Tower and modern 
steel constructions like the Rotterdam Bridge. Albers's juxtaposition of the two views of the Eiffel 
Tower in his photomontage further amplifies their dramatic impact. A similar pairing of images of 
the London Houses of Parliament and the Gothic fac;:ade of the Brussels cathedral (1928) suggests 
that his interest, in fact, lay in the architecture's monumental forms rather than its modernity. 
In 1930, Albers made a fascinating series of surrealist-inspired images of female man-
nequins photographed in the department store windows of Berlin. Some of these mute and 
enigmatic figures he gave fanciful titles, such as The Three Graces, and Let the Hands Speak.'• 
Several of his Wachspuppen (literally, wax dolls) images appear with their heads radically cropped, 
emphasizing their slender forms and elegant gestures; a few are dressed in lingerie and hosiery 
but most are unclothed. Franz Roh and Jan Tschichold had just published their book, Foto-Auge 
(Photo-Eye), in conjunction with the influential Film und Foto (FIFO) exhibition held the previous 
year in Stuttgart. The first plate in Roh's book reproduced Eugene Atget's 1927 view of a Parisian 
corset shop window lined with mannequins, which may well have inspired Albers to make his 
own such photographs so soon afterward.39 Albers, however, was obviously much less concerned 
with the mannequins' surroundings than was Atget, choosing to move in very close to his sub-
jects and eliminate the narrow streetscapes and window reflections that so captivated the older 
artist. Albers's friend Umbo had exhibited several of his own mannequin photographs at FIFO, 
which Albers would certainly have known, and although it is still a matter of conjecture just how 
actively Albers was sending his work to magazines, these sorts of subjects were popular in the 
illustrated press of the day, as well.40 
A group of his photographs made during this same period, of laundry hung on clothes-
lines, also relate to the Berlin mannequin pictures. Possibly inspired by the surrealists' fascination 
with the found object, these images of billowing clothes set against contrasting dark and light 
backgrounds are mounted as single prints but seem to have been thought of as a series. Their 
strangely anthropomorphic shapes suggest the surrealist concept of the informe, the transfor-
mation (in this case, through the medium of photography) of the everyday object into some-
thing enigmatic and otherworldly. Shot from below, they resemble rows of tumbling hollow 
figures, and their sharply delineated silhouettes imply that Albers was as interested in the nega-
tive spaces between them as he was by the forms themselves!' Man Ray had also photographed 
laundry as early as 1920, self-consciously calling it Moving Sculpture; Albers, on the other hand, 
chose a humorous title for one of his images-valle Hasen (Full Pants)-as if to suggest that none 
of it be taken too seriously.42 
The portraits of his Bauhaus colleagues and acquaintances-including Klee, Kandinsky, 
Lyonel Feininger, Walter Gropius, El Lissitzky, and Oskar Schlemmer-are some of Albers's most 
intimate and appealing photographs. Taken between 1928 and the school's closing by the Nazis 
in 1933, many of them are made up of multiple images mounted on cardboard. In fact, a num-
ber of the artist's earliest drawings, made while he was still a student, had been portraits and 
self-portraits, but Albers seems to have consciously given up such representation when he 
enrolled at the Bauhaus at the age of thirty-two.43 The portraits were, therefore, something of a 
departure for Albers but were common subjects for his fellow Bauhaus photographers, most 
of whom were self-taught amateurs like himself. The number and variety of portraits made 
by these young artists and their teachers point to an understanding of the monumentality of 
their communal undertaking and an awareness among them that to be a Bauhausler was to be 
something special.•• 
When Albers began making photographic portraits in 1928, he rarely seemed satisfied by 
the single close-up head shot, so ubiquitous in the work of his Bauhaus peers. Instead, he pre-
ferred to group together multiple images of that person, sometimes selecting photographs 
made over a period of an hour and sometimes taken years apart.45 He typically conceived of 
these portraits as serial images made up of rows of tiny contact shots, often shown out of 
sequence, or larger individual prints butted together and placed on the cardboard in careful jux-
tapositions. Albers would often collect the loose prints in boxes and then combine them into 
montages when the inspiration struck him, carefully signing and dating them, and sometimes 
giving them as gifts to friends.46 
It has been suggested that most, if not all, of these montages were made in the early 1930s, 
but they may, in fact, have been inspired by an earlier project.47 In 1928, Albers and his good friend 
Herbert Bayer took part in creating a portfolio of photocollages, 9 jahre bauhaus, eine chronik, as a 
gift to Walter Gropius on the occasion of his departure from the Dessau Bauhaus.•• This group of 
approximately twenty images of the school's masters and workshops is now in the Bauhaus-
Archiv in Berlin.lt includes two unattributed portraits of Albers, as well as a self-portrait by Bayer 
that features the same distinctive strips of contact prints laid out in rows that appear in Albers's 
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FIGURE 4 
Herbert Bayer, 
Self-Portrait with Irene, 
ca. 1928, photocollage 
on cardboard, 
courtesy of the 
Bauhaus-Archiv, Berlin 
own serial images. As there is no documentation of his having made such composite portraits 
before this time, it may be that his involvement with the 9 jahre bauhaus portfolio suggested the 
potential of this type of likeness to him, and that his first collaged works can, therefore, be dated 
earlier than had previously been thought. 
Albers's 1929 portrait of the painter Paul Klee, one of four he made of his Bauhaus col-
league, is an example of his tendency to combine 35 mm contact prints with larger photographs 
on a single sheet of board. It is a fascinating psychological study and an equally striking experi-
ment in formalism. One is not surprised to learn that Klee was the Bauhaus artist whom Albers 
most revered.•• Set in Klee's Dessau studio, with at least one of his paintings visible in the back-
ground, the collage features his large and enigmatic likeness at left, balanced by seven strips of 
three untrimmed contact prints at right. Faced with this composite arrangement of collaged pho-
tographs, one is forced to linger and "read" the vertical rows, beginning at the upper left and mov-
ing downward. The first contact print is identical to the enlarged image at the left and shows Klee 
dressed in a dark coat and bow tie, looking up at the photographer, his face and background par-
tially in shadow. In fact, nearly all of the small-format images of Klee are at least partially obscured 
by deep shadows or by the smoke from his cigar, perhaps meant to suggest some of the air of 
mystery surrounding the man who was dubbed by his fellow masters the "Bauhaus Buddha."'" 
In another portrait montage made the following year of Russian constructivist El Lissitzky, 
Albers chose instead to limit himself to only two photographs. Taken on the occasion of Lissitzky's 
FIGURE 5 
Amedee Ozenfant, 
1931, photocollage 
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visit to the school in 1930, these photographs successfully capture the humor and intensity of 
Albers's distinguished visitor. As in nearly all his portrait studies, Albers has achieved an active 
"speaking" likeness of the artist and, although working relatively close up, still keeps a respectful 
distance from his subject. He described his time spent with Lissitzky, thus: "He stayed at our house. 
I have twenty photos . .. I had a very nice contact with him."51 One senses with serial images such 
as these that Albers deemed the individual portraits incomplete ~n their own. Probably taken over 
the course of not more than a day, this and his other composite images of Lissitzky are reminiscent 
of a series of sequential portraits of the poet Mayakovsky, made in 1924 by Lissitzky's colleague, 
Alexander Rodchenko. Although it is unclear just how familiar Albers would have been with 
Rodchenko's photography at this time, it is interesting to consider how well his photomontages 
illustrate Rodchenko's claim that one should "Seize the man not as a single synthetic portrait, but 
rather as a sum of snapshots, which are taken at different times and in different circumstances."" 
In another photographic portrait, in this case a triptych of the purist painter Amedee 
Ozenfant,Aibers portrays the French artist both face forward and in right- and left-profileviews-
the right side of his face shown brightly lit and the left in deep shadow. 53 This Janus-like treatment 
of Ozenfant's head, with its emphasis on the subject's distinctive aquiline nose, is another exam-
ple of Albers's preference for the sequential, almost filmic, likeness.54 Not unlike the compcund 
portraits using mirrors that were then being made by Bauhaus students such as Florence Henri 
and others, Albers's Ozenfant montage gives one the sense of seeing the man nearly in the round 
and creates a powerful, aggregate image as a result of its careful combination of views. 55 
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FIGURE 6 
Anni, Summer 1928, 
photocollage on 
cardboard, collection 
of the Josef and Anni 
Albers Foundation 
Perhaps not surprisingly, one of the earliest of Albers's montaged portraits is of his 
wife Anni, a fellow artist, weaver, and teacher at the Bauhaus. Obviously unaware of being 
photographed, Anni sleeps peacefully as her husband experiments with photographing her 
first with the camera held vertically and then horizontally, all the while looking down at her 
from above. By creating the photomontage, rather than letting each photograph stand on its 
own, Albers enhanced the visual impact of this intimate.portrait and injected it with an added 
temporality. 
In a series of composite photographs of Anni taken not too long after their arrival in 
America, Albers juxtaposed variously sized prints of her, which according to the pencilled 
inscription, were all taken in the springtime, although three years apart. It is as though the artist, 
recognizing the fleeting and ephemeral nature of life and the seasons, wished to record with 
his camera not only the passage of time, but of their time together. The six images mounted to 
the upper half of the cardboard were taken in 1935.1n them, Anni is shown animated and smil-
ing, the sun on her face and the wind blowing her hair. The ten contact prints below, dated 1938, 
are more distant views and include the couple's car in the background. More contemplative in 
mood, these later portraits depict Anni in the stereotypical role of the photographer's wife, 
patiently waiting by the car, viewed first from one side and then the other, her hair covered by a 
scarf emphasizing her strong features and somber expression. In fact, Edward Weston pho-
tographed his traveling companion and future wife, Charis Wilson, in much the same manner 
on their treks together during his Guggenheim grant in the late 1930s; two decades later, Robert 
Frank made a similar series of portraits of his wife during their cross-country automobile trip 
taking the photographs for his book, The Americans (1956-S?).In the "last" of the photographs on 
the bottom row, Albers even interjects himself into the image with the inclusion of his own dark 
shadow, which falls across the seat of the car next to Anni. 
In some rare instances, Albers's photographs were used. as sources for his printed and 
painted works as well. For example, a casual snapshot-like image of his friends Theodore and 
Barbara Dreier's son, Eddie, taken in 1940 when they were all sharing a house at Black Mountain 
College, is the obvious starting point for a small (and quite humorous) drypoint etching the artist 
simply titled Eh-Oe. 56 Brenda Danilowitz and other scholars have suggested that photographs, 
like his starkly simple Window of an Adobe House, may have inspired the long-running Variant 
(Adobe) series of paintings that he began in the late 1940s.57 Geometric patterns, like those in his 
close-up images of the stonework on the Palace of the Columns at Mitla in Oaxaca, Mexico, and 
contact prints of the Native Indian textiles that he and Anni so admired, regularly reappear in his 
work in other media, from his Graphic Tectonic lithographs of the early 1940s, to his brick wall and 
fireplace designs of the 1950s and '60s.'" 
Beginning in the late 1930s and continuing into the '40s and '50s, Albers's photography 
gradually became more documentary, yet continued to emphasize formal and perceptual con-
cerns. During this period, he was also printing his own work much less often. Many of these late 
photographs were taken during the fourteen trips that he and Anni made to Latin and South 
America, after an initial visit to Mexico in 1935. A number of the most remarkable images record 
the sculptural forms of the region's ancient architecture and the richly patterned indigenous 
weavings that challenged one to decide what was figure and what was ground (which, not 
surprisingly, appealed to Albers because of his interest in Gestalt theory).59 Albers's pictures 
often document the specific archaeological sites they visited and, in several examples, he even 
mounted commercial postcards of them alongside montages of his own photographs. The 
stepped walls of the great Mayan pyramid at Tenayuca, near Mexico City, were a favorite subject 
for the artist and their unmistakable form reappears in paintings and prints beginning in the late 
1930s and continuing well into the '40s. Other travel photographs capture wonderfully fresh 
views of local street life, bustling market days, and curious, wide-eyed children, as well as sensu-
ous, close-up images of the plants and trees common to the region. 
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FIGURE 7 
Bergfahrt Tamacundiale, 
lacala, Mexico, n.d., 
photocollage on 
cardboard, collection 
of the Josef and Anni 
Albers Foundation 
Many of the photomontages made after these Latin and South American trips consist of 
filmic strips of prints selectively, rather than sequentially, strung together. A surprising number 
include self-portraits and many also feature pictures of Anni, his constant travel companion. 
A few very striking images record the rising and falling profile of Mexico's mountainous 
terrain, with the light expanses of sky acting as a foil for the dark mountains, their edges in some 
instances softened by the cumulus clouds that threaten to envelop them. Clearly, even in these 
late pictures, Albers was concerned not only with making a record of their travels but also in 
creating visually arresting patterns and grids out of his mounted contact prints. 
Unfortunately, little is known about Albers's teaching of photography during his tenure at 
Black Mountain College, 1933-49. Even though he gave his only public lecture on the topic at the 
college in 1943 and he is said to have taught a few photography classes there over the years, 
there is almost no other documentation of his practice in the medium from this period.60 Albers 
invited other well-regarded photographers and teachers to the school, including Fritz Goro, 
Barbara Morgan, Beaumont Newhall, and Josef Breitenbach, but his own work appears to have 
been limited mainly to images taken during his travels.•' By the 1 940s, photography had become 
a much more private undertaking for him and his pictures were more often made for personal 
reasons, rather than as gifts to give friends or tools for teaching. 
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White Cross Window, 1955, 
photosensitive glass, 
Abbot's Chapel, St. John's 
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Albers took on a commission in 1955 that seems, in retrospect, 
a fitting footnote to his extensive involvement with photography over 
the course of his career. His White Cross Window, for the chapel of 
St. John's Abbey in Collegeville, Minnesota, was an undertaking in 
which several of his artistic interests coalesced in a single project.62 
The starkly simple chapel window, ma~e up of small rectangular panes 
of photosensitive glass in varying shades of gray, was designed to sub-
tly change in tone and composition in relation to the amount of light 
streaming through it at different times of day. The window was a 
departure from much of the painting and sculpture that Albers was 
engaged in during the 1950s at Yale, but it was also a return to his 
beginnings in that it combined glass, his preferred medium at the Bauhaus, with the rigorous 
geometry of his late work, and the mercurial aspects of photography that held such a lifelong 
fascination for him. With this project, Albers had, in a sense, taken photography to its ultimate 
conclusion: By no longer treating it as a reproductive medium with an indexical relationship 
to the material world, he infused it instead with the abstract mystery of the spiritual realm and 
challenged us to experience it in a whole new way. II 
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j 0 S E F ALBERS AND THE 
RECEPTION OF ABSTRACT ART 
IN NEW ENGLAND, 
I tis well known that when Josef and Anni Albers arrived in the United States in November 1933 the couple traveled directly from New York to Black Mountain College in North Carolina, where 
they were based for the next sixteen years. Toward the end of 1950, the Alberses moved to New 
Haven, Connecticut, where Josef took up an appointment as head of the Department of Design 
at the Yale University School of the Fine Arts. Albers lived in Connecticut for the next twenty-five 
years. He died there in 1976, aged eighty-eight. But Albers's connections to New England go back 
to the 1930s, though the events of that time have been less well rehearsed. This, in spite of the 
fact that it was a crucial period in which Albers was establishing for himself a new reputation as 
teacher and artist in his adopted country. This essay traces some of Albers's encounters with 
New England institutions and personalities between 1933 and 1950.1t is part of a larger project 
to assess the reception of Albers's abstract art and of his teaching in the United States during the 
1930s and '40s.' 
Though it was Albers's reputation primarily as a teacher of art and design that brought 
him to the United States, his dual roles of teacher and artist were in constant tension in his self-
presentation and in the reception of his work. Adding complexity to this tension, Albers's 
foreign-ness could be played off and interpreted in different ways. For example, though it is true 
that Albers knew little English in the summer of 1933, when he was approached in Berlin about 
coming to the United States, he immediately set about learning English. This is documented in 
a letter he wrote from Berlin on 21 September 1933 to his friends Ludwig and Maud Grote in 
Dessau. Although in this letter Albers did not disclose that he and Anni had been invited to the 
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Grassi Museum, Leipzig, 
1923, ten stained glass 
windows, executed by 
Puhl and Wagner-Gottfried 
Heinersdorf, Berlin 
(destroyed), courtesy of 
the Josef and Anni 
Albers Foundation 
United States, he wrote, "Our prospects are bad ... we have to give up our apartment ... I am tak-
ing English lessons every day ... If one could at least exhibit one's work!"' Nevertheless, the con-
ventional accounts of Albers's first days and weeks in America, endorsed in later interviews 
by both Josef and Anni Albers, insist that the only English words known to Albers at the time 
were the ones that have become part of his legend as artist and teacher: "To Open Eyes" or, in 
another, less elegant. more Germanic formulation "to make open the eyes."' 
Patrician Ivy League graduates, and Harvard alumni especially, played a prominent role in 
promoting European modernism in the Northeast during the 1920s and '30s. The idea of inviting 
Albers to fill the key position at Black Mountain College came from Harvard alumni Edward 
Warburg and Philip Johnson, who had been classmates briefly in the 1920s (Johnson's under-
graduate career lasted more than seven years). In 1933, both young men were working at the 
newly founded Museum of Modern Art in New York where, influenced by the museum's first 
director, Alfred H. Barr-himself a Harvard alumnus and former art history instructor to Johnson's 
sister at Wellesley College-they were in the full flush of modernist enthusiasm for the Bauhaus. 
Both Warburg and Johnson had visited the Dessau Bauhaus, and Johnson had met the Alberses 
in Berlin in the summer of 1932 and again in July 1933, when he had been especially impressed 
by Anni 's textiles.• Accordingly, it was Philip Johnson who, on 17 August 1933, wrote the letter 
inviting Josef and Anni Albers to the United States on behalf of the founders of Black Mountain 
College.' Edd ie Warburg agreed to pay for their steamship tickets and proclaimed a few days later, 
in a letter to Alfred H. Barr, that this was the opportunity for an "American Bauhaus."• 
In a postscript (handwritten in German) to his 
typed letter that set out the offer at Black Mountain, 
Johnson added, "I am also investigating a better posi-
tion for you in a women's college"-this would turn 
out to be Bennington College. Since the position at 
Black Mountain offered only the most basic living 
expenses and a meager salary, Johnson may have 
wanted to give Albers an added incentive to accept. 
Albers was to pursue the position at Bennington 
College and other teaching possibilities vigorously 
during the 1930s, though, in the event, he remained at 
Black Mountain College through 1949. 
Albers was always passionately devoted to his teaching, but from the start he was also anx-
ious to establish his position as an abstract artist. By September 1933, with events in Germany 
catching up with his career, Albers wrote, "I realize now that it was wrong not to be in a hurry to 
get into the public eye. But now it is too late."' Apart from a few expressionistic oils painted 
around 1917, he was not, however, at this time, a painter. Taking his cue from the Bauhaus focus 
on materials and design, Albers had participated in the furniture and typography workshops 
at Dessau, but his principal Bauhaus oeuvre was in the medium of colored glass. This work took 
the form first of small stained-glass assemblages and then of geometric grid-based, sandblasted 
glass works and large architectural glass projects, of which the windows for the new Ullsteinhaus 
printing works in Tempelhof, Berlin (1926-27). and the imposing Grassi Museum in Leipzig of the 
same period, were the most ambitious. With the Bauhaus closed (effectively, 11 April 1933), and 
his income having become precarious, deprived of studio space, yet needing to continue work-
ing, Albers turned, during his last months in Germany to printmaking. He resumed the wood-
and lino-cut techniques he had used almost twenty years earlier, but now with heightened 
technical and aesthetic sophistication and in a purely abstract vein. Making relief prints in black 
and white is relatively simple and inexpensive. It does not require a large studio or heavy and 
costly equipment. It is a medium ideally su ited to artists with limited means and work space, 
which was Albers's situation both in Berlin in mid-1933 and when he first arrived in North 
Carolina. He turned to painting in 1935. 
Sometime before the end of July 1934, Albers called on Edward Warburg at the Museum 
of Modern Art in New York. He brought along his recent woodcuts in the hope that Warburg 
would help him get them exhibited-perhaps even that the museum itself would be interested 
in showing them. Warburg immediately wrote to his old friend Agnes Mongan at Harvard 
University's Fogg Art Museum, and to Charles Sawyer, director of the new Addison Gallery of 
American Art at Phillips Academy, Andover, Massachusetts, proposing an exhibition.• Though 
Warburg's letter stated that, "As several museums have already asked for this exhibition I would 
appreciate hearing from you as soon as possible whether you are interested," Sawyer turned out 
to be the only person willing to show this body of work at the time. He would also support Albers 
with exhibition opportunities over the next few years. 
Charles Sawyer, a 1929 graduate of Yale College, also had Harvard connections. In 1931, 
while at Harvard Law School preparing for a career in the diplomatic service, Sawyer, a bare 
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Tents (Zelte), 1933, 
linoleum cut, 
collection of the 
Josef and Anni 
Albers Foundation 
twenty-five years old at the time, and with no experience of art or art history, was recruited to be 
the first curator (effectively, director) of the newly completed Addison Gallery. Sawyer's father, 
James, was a trustee and also treasurer of Phillips Academy and a close friend and advisor to 
the Addison Gallery's chief benefactor, Thomas Cochran, who maintained 
considerable control over how his money was spent. Even though James 
Sawyer recused himself from the committee that selected his son, it could 
hardly have been a coincidence that Charles received the position. Duly 
appointed, the young Charles Sawyer hastily transferred from law school to 
Paul Sachs's famed museum course at Harvard University to undergo rapid 
training for his new position. 
Sawyer probably first saw Albers's prints in Eddie Warburg's office 
in New York in early September 1934 and decided to go ahead with the exhi-
bition: There is little evidence of the public reaction to the works that were 
exhibited at the Addison for the month of January 1935.As SaWyer indicated 
to Albers, the local critics ignored it: "Your exhibition was of much interest to 
our public, and we are grateful for the opportunity of showing it. Most of the people who come 
to our exhibitions are not yet used to abstractions, but an exhibition of this type is the best intro-
duction possible. While the Boston and local newspapers carried notices of the exhibition, there 
were no published criticisms."'0 This was hardly surprising to either man. When Sawyer had 
agreed to show the prints, Albers had written to thank him, it being "very difficult to obtain 
public interest in Abstract Art."" 
Although by 1934 abstraction was hardly a complete novelty in America, it had certainly 
not yet been acknowledged by Boston's art establishment. Alfred Barr's pointedly didactic 
Cubism and Abstract Art exhibition for the Museum of Modern Art was still more than a year away. 
And even art lovers who might have had some knowledge of the abstractions of Albers's 
Bauhaus colleagues Klee and Kandinsky, would have found Albers's prints at first quite different 
from anything they had previously seen. Unlike Kandinsky, Albers at this time did not offer his 
bemused viewer the potentially seductive option of color. Instead, the intricacies of formal 
manipulation demanded active visual participation on the part of the spectator in order for these 
deceptively simple works to yield their complex natures. Combining both strict linearity and 
playful curves, works such as Tents, with its intricate figure/ground and spatial manipulations, and 
Opposite, which suggests congruity between its two parts while simultaneously denying it, tease 
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the eye into paying attention. The affinity of these works with Bauhaus ideas of economy and 
precise, unadorned design is clear. 
For Sawyer and the Addison Gallery, the exhibition, though modest, was something of a 
breakthrough (according to a checklist in the gallery's records, only fifteen works were shown, 
although the complete group of works was somewhat larger). In the first place, although the 
gallery's exhibition mandate was not tied as strictly to American art as its acquisitions policy 
was-and in fact an exhibition of European modernist furniture from the collections of Chick 
Austin and James Thrall Soby had been mounted at the Addison Gallery exactly around the time 
that Edward Warburg contacted Charles Sawyer about Albers in July 1 934-the exhibition of 
Albers's prints appears to have been the first devoted to the work of a single European modernist 
artist. It was followed by two purely abstract exhibitions. 
The first of these exhibitions was 4 Painters, organized by Katherine Dreier under the aegis 
of her Societe Anonyme. Dreier was herself a painter, and a powerful and influential pioneer of 
early modernism. She had visited the Bauhaus in Berlin in 1933 and then come to know Albers 
better through her nephew, Theodore Dreier, and his wife Barbara ("Bobbie"). the Alberses' 
colleagues and close friends at Black Mountain College. In October 1935, Katherine Dreier 
had brought to Black Mountain College an exhibition of her collection, which included work 
by Archipenko, Burliuk, Campendonk, Gleizes, Kandinsky, Klee, Leger, Miro, Mondrian, and 
Schwitters. Bobbie Dreier recalled the unique quality of this event: "We were allowed to go into 
her [Katherine Dreier's] storage with her and pick out thirty or forty pictures and she sent them 
down to us so the kids [Black Mountain College students] could all have them in their rooms . .. 
You could live with them, so it wasn't like walking past an 
exhibition in the current manner and listening to someone's 
comments on them. You could look at it in every light . . . We 
had Kandinsky, Klee and -you name it. I picked them out."" 
In 1936, Katherine Dreier invited Albers to participate 
in 4 Painters, which was to include six works each by four 
artists-Albers, Dreier herself, Werner Drewes (a former 
Bauhaus student). and the German artist Paul Kelpe. Albers 
contributed six recent paintings: Prismatic I, Rich Soil, Janus, 
Archaeologic II, In Open Air, and Gate. Through Dreier's energy, 
4 Painters, which opened at Bennington College in October 
1 936, traveled widely." Its showing at the Addison Gallery in 
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February 1937, was, however, arranged by Albers himself, who wrote to Charles Sawyer and pro-
posed the exhibition in June 1936.14 The press release that Sawyer's assistant, Bartlett Hayes, 
wrote for 4 Painters is revealing of the degree to which the audience for abstract art had to be 
prepared and educated. Hayes compared abstract art with music and urged "the serious specta-
tor to give himself up to the human concepts in these works [that] he will discover not in recog-
nizable worldly images, but in the emotional association of curve with curve, of color with color, 
of stable plastic equilibrium with a plastic sense of its time."" Albers, in the exhibition's slender 
catalogue, provided a characteristically terse manifesto, Why I Favor Abstract Art: 
Abstracting is the essential function of the human spirit. 
Abstract Art is the purest Art; it strives most intensely towards the spiritual. 
Abstract Art is Art in its beginning and is the Art of the future.'6 
Invoking the ideas of a turn-of-the-century Viennese art historian, Alois Riegl, and an early-
twentieth-century follower, Wilhelm Worringer, who theorized nonrepresentational art as a tran-
scendent, unifying, and ahistorical force, Albers invited his audience to look beyond the forms 
of his works to their higher significance. This was the other side of the Bauhaus coin, according 
to which abstract style was a function of a design's suitability for mass production, and useful-
ness was paramount. Like Gropius's 1919 Bauhaus manifesto that rallied students to an illusory 
"promised land" of perfectly harmonious design, exhortations 
about the purity and spirituality of abstract art seem calculated to 
anticipate the viewing public's lack of visual sophistication. This 
time the local newspaper did not ignore the exhibition; instead, 
it published Hayes's press release almost verbatim. 
Two years after 4 Painters, in February 1939, the Addison 
Gallery held an exhibition devoted to Albers's recent paintings. 
Among the works included were Four X's (1939), In the Soil (1938), 
and Related Reds (1938). Like his prints, Albers's paintings of the late 
1930s were rigorous formal inventions. Frequently, line and color 
were juxtaposed to test the viewer's ability to "read" the two-
dimensional plane. Although many of the works had an upbeat-
even playful-character, their dependence on perceptual plays 
and their obviously calculated surfaces (hallmarks of Albers's work) 
made them less accessible than the easy, loose, expressionistic 
abstractions that were soon to dominate American painting. The Addison's, and particularly 
Charles Sawyer's, commitment to Bauhaus values was cemented when, in April 1939, the gallery 
hosted the Museum of Modern Art's Bauhaus 1919-7928 exhibition. Shortly after this, Sawyer left 
to direct the nearby Worcester Art Museum. 
Bartlett Hayes succeeded Sawyer as director, and Albers was to have two more opportuni-
ties to show his work at the Addison during Hayes's stewardshiP.. A small exhibition of his recent 
work in 1940 was followed by Albers's participation at the end of 1941 in a survey of European 
artists then teaching in the United States. It was, however, only in 1943 that the Addison made its 
first Albers purchase- the significant 1940 composition Bent Black (A). The purchase was facili-
tated by Albers, who lowered the price to $250." Hayes did not disclose to Albers that Anne 
Peabody, the person who had supplied the funds for the acquisition, was the museum's registrar. 
Patrick Morgan, a cosmopolite painter who had studied with Hans Hofmann in Europe, had 
taken over the position of assistant curator at the Addison in the fall of 1940. As Morgan's influ-
ence in shaping the collection increased, the Addison's allegiance to modernism shifted from the 
rigors of Bauhaus style to the free-flowing, ever larger, and more colorful compositions of the 
New York abstract expressionists-many of whom had been nurtured by Hofmann. It was 
Hofmann who was given a large-scale retrospective at the Addison in 1948, while Albers had to 
wait until 1956 for a comparable retrospective, curated by George Heard Hamilton, at the Yale 
University Art Gallery. 
In fact, what had attracted both Sawyer and Hayes to Albers's work was not an easy aes-
thetic frisson, but the Bauhaus emphasis on starting from zero, working with materials, and 
hands-on learning, which they tried to emulate in the art courses introduced at the Addison 
Gallery for Phillips Academy students. Though he continued to exhibit his work through the 
1940s and '50s, this was a period in which Albers was refining and resolving his engagement with 
color that would ultimately lead to his definitive work of the 1960s and '70s. At the same time, 
Albers's reputation as a teacher was becoming legendary and threatened to overshadow his 
identity as a painter. 
Although convention and time have endorsed the notion that Albers's transition from 
Berlin to Black Mountain College was seamless, Albers almost immediately encountered obsta-
cles in his efforts to secure his teaching career in the United States. He had taken seriously Philip 
Johnson's suggestion that Black Mountain College might be a mere stepping-stone to an open-
ing at Bennington College. Between January 1934, a bare two months after Albers began teach-
ing at Black Mountain College, and the beginning of April of that year, there was a flurry of 
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correspondence between a New York acquaintance of Philip Johnson's-a former Bennington 
trustee, Mrs. Joseph Swan-Johnson himself, Albers, and Dr. Robert Leigh, president of 
Bennington College. The idea of Albers's being appointed to Bennington's art department in the 
academic year 1934- 35 was enthusiastically mooted. From Albers's point of view, the uncer-
tainty as to whether Black Mountain College would have the funds to continue operating for 
another academic year (his contract would expire on 12 ~une 1934) and the perception that it 
would be advantageous to his career to be closer to the center- New York City-combined to 
make a move desirable. In a letter to President Leigh dated 23 February 1934, Albers described 
his Bauhaus teaching experience.'" lt was decided that since Leigh's wife would be en route from 
Florida to Vermont in March, she would make a stop at Black Mountain College, to meet Albers. 
On 26 March, soon after Mrs. Leigh's visit, Albers had a somewhat less enthusiastic, though emi-
nently diplomatic letter from Leigh. In it, Leigh encouraged Albers to continue the good work he 
had begun at Black Mountain College, and pointed out that "the situation here next year seems 
to call for a person with considerably different technical training than you have."'9 . 
Albers, who by this time considered himself a consummately experienced teacher of art 
and design, must have been devastated. Clearly believing that there had been a breakdown in 
communications as a result of his poor command of English, his immediate response was to write 
Leigh in German - "for the sake of directness and simplicity"-an injudicious move, as it turned 
out. In his letter, Albers proposed a visit to Bennington the following week (April8-15), expanded 
on his qualifications in order to demonstrate that prior to joining the Bauhaus in 1920 he had 
attended a number of Germany's most well-known art schools, and pointed out that besides 
glass paintings and woodcuts he also practiced oil painting.'0 But it was to no avail, and in his reply 
President Leigh revealed the true color of his doubts about Albers: "I am sure that we are making 
the right decision in adding a person with more essentially American experience and knowledge 
of our girls' background than could possibly be the case with you. This is true because of the fact 
that our department already has one member with German background and with very little 
understanding of the English language and American ways, and I am sure it would be an unwise 
emphasis to make at this particular time in the development of the College and its work in art."" 
It is difficult to know how to interpret this about-face, since Leigh must have been aware 
of Albers's German background and newness to"American ways" when he initiated the contact. 
Was this simply a case of presidential diplomacy-of humoring an important former trustee and 
current parent (Mrs. Swan), with no intention of acting on her whims? Was Albers's European 
condescension toward women noted by Mrs. Leigh and considered inappropriate for the radical 
FIGURE 5 
To Monte Alban, 1942, 
zinc lithograph, 
collection of the 
Josef and Anni Albers 
Foundation 
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feminist milieu of Bennington? Or was Albers's German-ness in itself indeed a problem for this 
New England institution? More evidence, if it exists, must be gathered before the significance of 
this incident can be assessed. Albers, not one to take rejection lightly, took up the matter with 
Philip Johnson, who suggested that the German factor was merely an excuse and that Albers 
might have a better chance at Bennington the following year." 
For different reasons, overtures by Dean Joseph Hudnut of Harvard University's Graduate 
School of Design also came to nothing. Even before Walter Gropius arrived in Cambridge in 1937, 
Hudnut had approached Albers on several occasions, but no agreement was ever reached." 
Beginning in 1939,Aibers did, however, regularly give summer and other short courses at Harvard 
University. And it was at Harvard University, in the summer of 1942, that he conceived his suite of 
Graphic Tectonic prints, zinc lithographs that suavely manipulated that most basic of drawing's 
elements, the line, to create whole worlds of space and symbolism as in To Monte Alban. Albers's 
design for the fireplace wall in Gropius's Harvard Graduate Center, executed in 1950, remains as a 
r---
-
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testament to those years. 
Charles Sawyer retained his respect for Bauhaus ped-
agogy and his faith in Albers. In July 1947, Sawyer became 
dean of Yale's School of the Fine Arts, and in 1948 Albers was 
invited to join the school's visiting committee. It was 
Sawyer's mission to dust off the Beaux-Arts cobwebs and 
drag the oldest university art school in the United States 
into the modern era. He set about having the Department of 
Painting and Sculpture renamed the Department of Design 
and approached Albers with the proposal that he become 
the new department's first chairman. At exactly the same 
time, Gropius was persuading Harvard University to intro-
duce a course in basic design, and he also made overtures to 
Albers. Sawyer traveled to New York to sound out Albers, 
who had recently resigned from Black Mountain College. 
Sawyer thought it likely that Albers chose to accept the offer 
from Yale over one from Harvard in order to avoid once 
again working in Gropius's formidable shadow, but Albers in 
fact was never formally offered the post at Harvard.24 With 
the political mastery that had ensured his survival at the 
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Bauhaus, often against overwhelming odds, Gropius, in a letter of 16 March 1950, assured Albers 
that he was their first choice: "You are tops in the field and so I have always pleaded that you are 
the man who takes the course"; but Gropius also warned Albers that the university's administra-
tion was eager to appoint "a younger man at a lesser salary." With a combination of nerve and 
panache,Gropius solicited Albers's advice and opinion on a group of more junior candidates who 
were in effect competing with him for the position. Albers's reply is itself a masterpiece of diplo-
macy in which he more or less dismissed with disdain all of Gropius's suggestions. By June, 
Gropius informed Albers that for bureaucratic reasons beyond Gropius's control, he had not 
received the appointment.25 
Thus in the fall of 1950, Albers, then in his sixty-second year, began a new career as chair-
man of the Department of Design and Professor of Art at Yale University. There, with his custom-
ary vitality, he began to mold a new generation of artists, architects, and art educators. II 
-Brenda Oanilowitz 
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PLATE 1 
Apartment Houses, ca. 1 916, 
soft pencil on paper, 
collection of the Josef and 
Anni Albers Foundation 
42 
PLATE 2 
Self-Portrait/, ca. 1 914-1 5, 
pencil on gray wove paper, 
collection of the Josef and 
Anni Albers Foundation 
43 
PLATE 3 
Self-Portrait Ill, ca. 1917, 
lithographic crayon 
on beige laid paper, 
collection of the Josef and 
Anni Albers Foundation 
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PLATE 4 
Rabbit/, ca. 1916, 
lithographic crayon on paper, 
collection of the Josef and 
Anni Albers Foundation 
\ 
PLATE 5 
Two Geese, ca. 1917, 
pen and ink on paper, 
collection of the Josef ~nd 
Anni Albers Foundation 
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PLATE 6 
Pine Forest in Sauerland, ca. 1918, 
pen and ink on paper, collection of the 
Josef and Anni Albers Foundation 
PLATE 7 
Standing Nude II, ca. 1919, 
brush and ink on paper, 
collection of the Josef and 
Anni Albers Foundation 
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PLATE 8 
Sandpit, ca . 1916, 
brush and ink on tablet paper 
mounted on laid paper, 
collection of the Josef and 
Anni Albers Foundation 
PLATE 9 
Sand pit II, 1916, 
linoleum cut, 
collection of the Josef and 
Anni Albers Foundation 
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PLATE 10 
Paul Klee, Dessau XI '29, 
photocollage on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
PLATE 11 
El Lissitzky, Dessau VI '30, 
photocollage on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
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PLATE 12 
Oskar Schlemmer IV '29, 
im Meisterrat '28, 
photocollage on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
PLATE 13 
Tidewater, Biarritz, 1929, 
photocollage on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
SJ 
54 
PLATE 14 
Untitled (Laundry on Washing Line), ca. 1930, 
gelatin silver print, collection of the 
Josef and Anni Albers Foundation 
PLATE 15 
Three Graces, Berlin, 1930, 
gelatin silver print on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
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PLATE 16 
Hate/Steps, Geneva, 1929, 
photocollage on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
PLATE 17 
Eiffel Tower VIII '29, 
photocollage on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
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End of Winter, Dessau, 1931, 
photocollage on cardboard, 
collection of the Josef and 
Anni Albers Foundation 
PLATE 19 
In Front of My Window, ca. 1931 - 32, 
photocollage on cardboard, 
collection ofthe Josef and Anni 
Albers Foundation 
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PLATE 20 
Sea, 1933, 
linoleum/woodcut, 
collection of the Josef and 
Anni Albers Foundation 
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PLATE 21 
i, 1934, 
linoleum cut, 
collection of the Josef and 
Anni Albers Foundation 
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PLATE 22 
Linear Construction (Untitled 1}, 1936, 
pen and ink on paper, collection of the 
Josef and Anni Albers Foundation 
PLATE 23 
Linear Construction (Untitled X), 1936, 
pen and ink on paper, 
collection of the Josef and Anni 
Albers Foundation 
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PLATE 24 
Movement in Gray, 1939, 
oil on masonite, collection of the 
Josef and Anni Albers Foundation 
PLATE 25 
Equal and Unequal, 1939, 
oil on masonite, collection of the 
Josef and Anni Albers Foundation 
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PLATE 26 
Eddie Dreier, 1940, 
gelatin silver print, 
collection of the Josef and 
Anni Albers Foundation 
PLATE 27 
Eh-Oe, 1940, 
drypoint etching, 
collection of the Josef and 
Anni Albers Foundation 
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PLATE 28 
Bent Black (A), 1 940, 
oil on masonite, 
Addison Gallery of American Art, 
Phillips Academy, Andover, Massachusetts 
Gift of Mrs. Frederick E. Donaldson 
PLATE 29 
Bent Black (B), 1940, 
oil on fiberboard, Hirsh horn Museum and 
Sculpture Garden, Smithsonian Institution; 
gift of Joseph H. Hirsh horn, 1966; 
photograph by Lee Stalsworth 
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PLATE 30 
Bent Dark Gray, 1943, 
oil on masonite, Solomon R. Guggenheim 
Museum, New York; photograph 
by Robert E. Mates; © The Solomon R. 
Guggenheim Foundation 
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PLATE 31 
Graphic Tectonic: Ascension, 1942, 
zinc lithograph, collection of the 
Josef and Anni Albers Foundation 
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PLATE 32 
Inscribed, 1944, 
cork relief print, 
collection of the Josef and 
Anni Albers Foundation 
PLATE 33 
Tlaloc, 1944, 
woodcut, collection of 
the Josef and Anni 
Albers Foundation 
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PLATE 34 
Multiplex A 1 947, 
woodcut, collection of 
the Josef and Anni 
Albers Foundation 
PLATE 35 
Great Pyramid, Tenayuca, Mexico, ca. 1937, 
gelatin silver print, collection of 
the Josef and Anni Albers Foundation 
75 
76 
PLATE 36 
Great Pyramid, Tenayuca, Mexico, ca. 1937, 
gelatin silver print, collection of 
the Josef and Anni Albers Foundation 
PLATE 37 
Structural Constellation, ca. 1950, 
machine-engraved vinylite, collection of 
the Josef and Anni Albers Foundation 
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PLATE 38 
Structural Constellation, ca. 1950, 
machine-engraved vinylite, collection of 
the Josef and Anni Albers Foundation 
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All works are from the collection of the Josef and Anni Albers Foundation unless otherwise noted. 
DRAWINGS 
Apartment Houses, ca. 1 916 
soft pencil on paper 
10 x l3'!s in. 
Dorsten Town Hall, ca. 191 7 
Dancing Pair, ca. 1919 
pen and ink on paper 
12 111,, x 10 11s in. 
Bavarian Mountain Scene II, 
ca. 1919 
brush and ink on paper 
lithographic crayon on laid paper 10 x 12 'Is in. 
1 7 31,, X 1 2 'Is in. 
Self-Portrait I, ca. 1914-1 5 
pencil on gray wove paper 
17 1 ,, X l3 11s in. 
Self-Portrait Ill, ca. 1917 
lithographic crayon on 
beige laid paper 
19 x 15 1h in. 
Rabbit I, ca. 1916 
lithographic crayon on paper 
101 ,x 13 5ls in. 
Two Geese, ca. 191 7 
pen and ink on paper 
10 '1sX 12 '/s in. 
Sand pit, ca. 1916 
brush and ink on tablet paper 
mounted on laid paper 
8 '1s x 10 '1, in. 
Pine Forest in Sauerland, ca. 1918 
pen and ink on paper 
12 '/s x 9 51s in. 
Standing Nude II, ca. 1919 
brush and ink on paper 
12 5ls X 10 1116 in. 
Linear Construction, 1 936 
pen and ink on paper 
8 1h x 5 1h in. 
Linear Construction 
(Untitled 1}, 1 936 
pen and ink on paper 
14 'h X 11 in. 
Linear Construction 
(Untitled X), 1 936 
pen and ink on paper 
1 5 "116 x 1 1 'h in. 
PHOTOGRAPHS 
Paul Klee, Dessau XI '29 
photocollage on cardboard 
11 5ls X 16 7116 in. 
El Lissitzky, Dessau VI '30 
photocollage on cardboard 
1 1 'Is X 1 6 7116 in. 
Oskar Schlemmer, 
IV '29, im Meisterrat '28 
photocollage on cardboard 
11 'Is x 16 7116 in. 
Amedee Ozenfant, 1 931 
photocollage on cardboard 
1 1 'Is x 1 6 '116 in. 
Chairs (Am KurfOrstendamm, 
Berlin, Sommer), 1 929 
photocollage on cardboard 
1 6 7116 X 1 1 'Is in. 
Curve in Street, Dessau, n.d. 
gelatin silver print 
6 7116 x 9 3116 in. 
Autostrasse Paznauntal VII, 1 930 
photocollage on cardboard 
16 7116 X 1 1 'Is in. 
Untitled (Laundry on 
Washing Line), ca. 1 930 
gelatin silver print 
4 'h x 6 "116 in. 
Untitled (Laundry on 
Washing Line), ca. 1 930 
gelatin silver print 
4 '1s x6 71s in. 
Tidewater, Biarritz, 1929 
photocollage on cardboard 
1 1 'Is x 1 6 7116 in. 
Biarritz VIII '29, Ascona VIII '30 
photocollage on cardboard 
11 51s X 16 7116 in. 
Dessau, End of Winter, 1931 
photocollage on cardboard 
11 'Is x 16 7116 in. 
Three Graces, Berlin, 1 930 
gelatin silver print on cardboard 
6 '116 x 8 "116 in. 
Hotel Steps, Geneva, 1 929 
photocollage on cardboard 
1 1 51s X 1 6 7116 in. 
Eiffe/ Tower, 1 929 
photocollage on cardboard 
1 1 'Is x 16 7116 in. 
In Front of My Window, 1931-32 
photocollage on cardboard 
11 'Is x 16 7116 in. 
Stonework, Palace of the Columns, 
Mit/a, Mexico, ca. 1 936 
gelatin silver print 
9 "116 x 6 "116 in. 
Eddie Dreier, ca. 1938 
gelatin silver print 
6 'I• x 9 '116 in. 
Anni Albers, 20 March '35 
and Spring '38 
photocollage on cardboard 
12 x 9 in. 
Great Pyramid, Tenayuca, Mexico, 
ca. 1937 
gelatin silver print 
6 "116 X 4 51s in. 
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CHECKLIST CONTINUED 
Great Pyramid, Tenayuca, Mexico, 
ca. 1937 
gelatin silver print 
9 'Ia X 7 '1a in. 
Great Pyramid, Tenayuca, Mexico, 
ca. 1937 
gelatin silver print 
9 'la x6 '!. in. 
Great Pyramid, Tenayuca, Mexico, 
ca. 1937 
gelatin silver print 
9 5la X 7 5la in. 
Window of Adobe House, 1 940s 
gelatin silver print on cardboard 
4 'Ia X 3 'I" in. 
Palm Trunk, Hawaii, ca. 1955 
gelatin silver print 
6 'Ia X 9 'Ia in. 
Palm Fronds, Hawaii, ca. 1 955 
gelatin silver print 
6 "I,. x 9 111,. in. 
PRINTS 
Sand pit II, 1916 
linoleum cut 
10 '1• X 11 'I• in. 
Together (Zusammen), 1 933 
linoleum cut 
1 3 11, X 1 7 in. 
Sea (Meer), 1 933 
linoleum/woodcut 
14 X 1 7 'Ia in. 
Tents (Zelte), 1933 
linoleum cut 
9 'h x 10 'h in. 
i, 1934 
linoleum cut 
14x 15 in. 
Eh-De, 1940 
drypoint etching 
9 x 11 in. 
Graphic Tectonic: 
Ascension, 1 942 
zinc lithograph 
17 '!. X8'h in. 
Inscribed, 1944 
cork relief print 
12 x 15 1h in. 
Tlaloc (Mexican Rain God), 
1944 
woodcut 
14 'h x15in. 
Above the Water, 1 944 
woodcut 
13 'I• X 9 'Ia in. 
Multiplex A, 1947 
woodcut 
12 x 8 in. 
So/oX, 1958 
uninked intaglio 
6 51,. X 8 131,. in. 
Addison Gallery of American Art 
Phillips Academy, 
Andover, Massachusetts 
Untitled, from the Duo series, 
ca. 1960 
uninked intaglio 
5 x 13 1h in. 
Collection of Michael Mazur 
White Embossing on Gray/, 
1971 
inked embossing 
26 x 20 in. 
Gray Instrumentation series, 
1974 
twelve screen prints 
19 x 19 in. each 
Barbara Krakow Gallery, Boston 
VINYLITE PIECES 
Structural Constellation, ca. 1950 
machine-engraved vinylite 
mounted on board 
17 x 22 'h in. 
Structural Constellation, ca. 1950 
machine-engraved vinylite 
mounted on board 
17 x 22 1h in. 
Structural Constellation, ca. 1950 
machine-engraved vinylite 
mounted on board 
17 x 22 1h in. 
Structural Constellation, 1953 
machine-engraved vinylite 
mounted on board 
17 11a X 22 'Ia in. 
Addison Gallery of American Art, 
Phillips Academy, Andover, 
Massachusetts; gift of Mr. and 
Mrs. Charles H. Sawyer 
PAINTINGS 
Movement in Gray, 1939 
oil on masonite 
36 x 35 in. 
Equal and Unequal, 1 939 
oil on masonite 
19 x 40 in. 
Bent Black (A), 1940 
oil on masonite 
37 1h x 27 '!. in. 
Addison Gallery of American Art, 
Phillips Academy, Andover, 
Massachusetts; gift of 
Mrs. Frederick E. Donaldson 
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Bent Black (B), 1940 Homage to the Square, 1964 Study for Bent Black A, ca. 1940 Study of Grays, 1960s 
oil on fiberboard oil on masonite pencil and oil on paper oil with varnish on card stock 
26 'h x 19 'Ia in. 29 'Ia X 29 'Ia in. 24x 19 in. 7 X 10 '1• in. 
Hirshhorn Museum and Yale University Art Gallery 
Sculpture Garden, Study for Bent Black, ca. 1940 Two Studies for Homage to 
Smithsonian Institution; Homage to the Square, 1964 pencil and oil on paper the Square, 1960s 
gift of Joseph H. Hirshhorn, oil on masonite 18 x 13 in. pencil and oil on blotting paper 
1966 15 71s X 15 71s in. Addison Gallery of American Art, 13 'Is x 7 in. 
Yale University Art Gallery Phillips Academy, 
Bent Dark Gray, 1943 Andover, Massachusetts Study for Homage to the 
oil on masonite Square, 1960s 
19x 14 in. STUDIES Graphic Tectonic II, 1941-42 pencil and oil on blotting paper 
Solomon R. Guggenheim pen and ink on paper 15 3l, x 15 3l, in. 
Museum, New York Study for Glass Construction 18 1h x22in. 
"In the Water," 1931 Study for Homage to the 
Homage to the Square: Dimly pencil and gouache Study for Graphic Tectonic: Square, 1960s 
Reflected, 1963 17 x 22 '1• in. Prefatio, ca. 1942 pencil and oil on blotting paper 
oil on masonite pen and ink on graph paper 13 '1a x12in. 
24 x 24 in. Two Studies for Movement 17 X 22 '1• in. 
in Gray, ca. 1939 Study for Homage to the 
Homage to the Square, 1965 pencil on paper Unfinished Study for an Adobe, Square, 1960s 
oil on masonite 5 'Ia x 7
1 , in. each 1960s pencil and oil on blotting paper 
24 x 24 in. pencil and oil on blotting paper, 15 '/. x 15 '1• in. 
19 x 24 in. 
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